NOTE ON THE PEER BODE DIALOGOS (2/12/78) 


The following is a transcript of a "dialogical exercise” centering on the 

video tepes of Peer Bode, held on the property of George Quasha in Barrytown, 

New York, February 12th, 1978. The participants included Peer Bode, George 
Quashe, Gary Hill, Susan Quasha, Robert Kelly, Charles Stein, and others -- 
designated by their initials in the transcript. It is a raw, unedited transcript, 
and is by no means ready for publication. + is submitted here to show the 

level of discourse made possible by the dialogical exercise, which has the freedom 
and openness of 2 conversation bit which also hes some of the formality of 
occasion of a public tape showing (although it was in fact a private event). 

The format was simply the viewin” of a series of Bode's tapes, followed by a 

very focused discussion that dre the artist into a detailed consideration of 
issues and particulers raised by the tapes. The audience was small but hetero- 
geneous, consisting of video art‘ :ts, poets, photographers, etc. 


The issues focused on were .determined by the intersection of interests of the 
video artists and the poets, attempting to define, for example, the meaning of 
"process" in the two domains. The outcome was hardly a definitive expres 
any of the positions on any of the issues. Rather it produced something like 
snapshots of the process of definition that occurs when very different kinds of 

ists focus on the seme objects/events and attempt to refine 
in dialogue. It would be fair to say that certain issues came 
here than had been the case previously. All parties left with new and challenging 
perspectives to deal with. The essentially historical process of artistic 
definition became available to reflective consciousness in a rather unique way--~ 
to the participants and to anyone who might read the transcript. 


The uses of such a transcript are, of course, problematic, as well they should be. 
Raw process has to be seen in its own context-- which is not a substitute for 
careful critical writing, but a unique even in its own right. It can inform 

the critical mind in a special way, helping it to atune to the particularities 

of the process of aesthetic formation and formation. 


A proper experience of this trenscript would require a rather careful description 

of the tapes that were viewed previous to discussion. Such description was not 
possible for the present presentation, since it would require time end re-involve- 
ment with Bode and his work. The problematic of using such a transcript in « 

public presentation (say, in the project defined in my NYSCA application) is 
integral to the central issue of that project: how to develop a discourse apprepriate 
to experimental and "processual" work now being done in video. I am oppesed 

in principle to stating in advance what sort of uses might seem appropriate at 

the end of an eight to twelve month investigation. 


G.Q. (6/26/82) 


Note: Another transcript exists from the same period (2/6/78) of a dielogical 
exercise involving Ralph Hocking, Sherry Miller, Gary Hill, Willoughby 
Peer Bode, Paul Davis, Neil Zussman, and myself. It covers a much broader range 
material and is far less focused on specific issues. Because it is some 70 pages 
(single-spaced) and involves often personal m would require car la 
before even informal presentation to non-per I am at work on th 
There are untranscribed tapes with other video artists, includin: Gary @. 
Yasulkas, etc. 
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Atfer viewing one of Peer's tapes... 

SQ Was that the end of it? 

PB TI ended it 

RK Why'did you do that? 

PB Because it's a tape that I've shown and do show in an installation 
situation where the monitors have to be arranged as they are here, 
but sheréspeople are walking through, and,at that point, the tane 
goes on. In any case, the tape is a half-hour long and that image 
continues for a half-hour. I also think it can be seen this way as 
well, but I wouldn't want to watch it for a half-hour 

LH What did you have in mind when you were continuing it for a half-hour? 
-Did you have something specific in mind? 

Pp The intention there, the idea of repeating the image, is pretty much 
the same. That comes out of a concern in the idea of the repetition 
of something which is totally repetitive within a relatively small 
time area, and then an element which is totally random or has 4 ran- 
dom time quality to it. It*s something that interests me, and that 
idea as an idea is generating alot of images. That has to do with 
what the intention and idea or interest is that just gets you to: the 
point where you make the inage,and the choice of selecting the image 
or not happens some other way. I couldn't give you a real clear idea 
of why this was chosen as ovnosed to something else. I was working 
with the setup all day long,and it intrisued me to think whey L% 
be possible to build an image that vas full of repetitive and ra 

. changing--, one that was in a sense constantly in transition ey 
whose elements were the same so that the picture being displayed was 
not one picture but a range of pictures. what the picture was, or 
what the image was became established pretty quickly. Then the sur- 
prises, or whatever it is that continues to make it happen and not 
just be repetitive, would go on, and at that point it ass and demands. 
Iffyou give in to it, if you're willing to sit and watch it, some g 
actually happens in that the first two minutes of it seem very dif 
to me, than the Wery, last two minutes. My own experience of itisa 
kind of irritati that is set up in the b Z and is somehow overe 
come in someshi sone Liver: quality. 

GQ Does that } each time you see it, or is that 


the firzt + 
P83 Noy each time : : ; 
SQ You said "hen you sit and watch it,” but yet, did you make it with 


the intention of putting it, on an installation that one would walk 
through? It's interesting. I, personally, found that the sound was 
the part that'contained what you were just saying in terms of irri- 
tation and the constant thin 1g of irritation. But in stayi with it, 
I think sound is much harder to break through in terms 9f le 1s £7 
into this kind 2f context than the image. The image had that repeti- 
tive and zarious quality, bkt the sound in a way drags the rest of that 
with it. I just had the feeling that walking through it would be @ 
very different experience, walking that sound rather than 
sitting and i 
PBZ Walking 
ir 
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PB (cont.)...and what kinds of uses y>u can put an image to. The very 
first part of what you said, I b eve, was a* question of what 
the intention was. Ihe only way to deal with that, for me, is to 
somehow describe the process of making it without going into too 
much detail. My own experience with this involves some kind of 
electronic-electrical manipulation and is not something generated 
.by a camera as such, but by controlling some parameters of a system 
that generate sound as well as-image. There's a particular kind 9¢ 
experience to that involvement--the fact that you can trigger it, 
that you can make a small movement with your hand and affect this 
thing. So I've generated alot of tape, and at this point my work 
exists on tape and apart from the machines indicating a kind of 
discipline which would be most tragic in that I wouldn't be able to 
continue making images. But the tapes as such exist and each time 
I've worked I've found that dealing with the tapes, then, is a different 
medium and experience than dealing with the machines. My intention is 
similar throughout the tapes and has to do with a kind of focusing in 
on particular elements and allowing them to go through kinds.of changes 
and transformations with the intention being that they would be seen 
either sitting or---. There's a part of it that's an open parameter. 
At that point I'm working with the systems. That may come out of 
the practical necessities of the environment, that I can't work when- 
ever I want and have very extreme time considerations and restrictions. 
So I generate alot of tane. That means that I record alot of tape and 
and look at it and deal with it. This thing was recorded with that 
‘ sense of experiment with this sort of an image, and with wondering 
if it is possible to sustain some kind of involvement with such elements 
that are going through some kinds of changes in time that is an image, 
that is the creation of an image, and this really interests me. 
8Q Okay. This is sort of my point, whether it was equally visually and 
audibly generated, whether the fact of changing that image created 
that sound and you accepted that sound, or whether the kinds of choices 
and questions that you have in letting that sound go into what it was, 
or whether it was even attached to the image 
PB It was attached to the image. It had that quality, somehow, without 
kmowing. You would know that it was connected somehow,whether it's 
the sound that makes the image or the image that makes the sound may 
ve unclear. ,In fact, it was the image making the sound. The very 
same signal that generated the picture jenerated the sound. That 
means the signal which went into this wire which went into this monitor, 
this TV set, that sigmal, the picture image signal was put into the 
audio as well 
SQ Okay. I was just curious whether you worked first from the image 
or whether you did work first from the sound 
PB They were both going on at the same time. It's true, it would be a 
mistake to talk about that tape in terms of the image to the exclusion 
of the sound because the sound certainly is important and adds a whole 
rhythmic sense-- a strong rhythmical sense which exists in sound but 
doesn't happen in the same way as far as the picture goes 
SQ You get to close your eyes... Jee a a, 7 +h 
CS ‘very time the chair reappeared I saw a specific photograph 2f the 
electric chair, a very famous photosraph, an the actual texture of 
the grain. So it was as if it were ‘that metapho > 


that was sitting 


Peer Bode, etc. 


OPEN STUDIO VIDEO PROJECT 


STATION HILL RD. BARRYTOWN, NY 12507 tel. (914) 758-6308 ° 


CS (cont.)...there before now moving 

PB You have to deal with that, right 

CS That versistence of the image and the electronic sound and the electronic 
rhythm is very important. You ‘mow that photograph I'm talking. about? 

PB Is that Andy Warhol? He did a whole series of electric chairs. That 
brings up an interesting thing. By choosing that image one certainly 
‘invites that possibility, that kind of interpretation of a thing 
that's shown, that exists in the real world. what is it doing, what 
is the context? : 

NZ Are you talking about the space implied around the frame-that we watch? 

P38 No, just the fact that we live in a world that is partly visual and 
is greatly an interoretted world that is a construct of a whole language 
structure that we have, a whole way that we can understand being in 
the world that is not visual, necessarily, that can exist like alot of 
that information exists in a non-visual situation. Images are used 
in many cases as a utility to accompany some kind of statement or some 
kind of metaphor, some kind of language structure... 

CS In that way the image itself is not an image. I mean it is certainly 
more than the visual part 

PB Well it is. It has a particular use. It is a utility. It has to do 
with amounts, a ‘sind of ance. It has to do with how much something 
is that information, how much it is an image. one of the I 
find myself dealing with is won ing about that; wond 

means to generate images;and what 

image bes what is it that makes sox g 

GH ' Peer, when you say that the image in mera is 

or language type of thinkin. you don't feel tha 

strict electronic images and-waveforms do that? 

PB They do it in a different way, possibly, but they don't... In fact, 
we may not be able to get away from it. It's possible that that may 
be a whole other kind of narrative that comes out of defining what 
someoneS intention was wnen they were using abstract images. ie 


ct 


ponse and f 

i 1 

to react 
of degree, I guess, if all ges could } 
kind of narrative interpretation, or nd of interpretation. - 
Some have them more than others, and some have them more in the ex- 
perience of them. Part of a kind of goal for myself ins ng images 
is that since you can’t get away from it, it's going to be there, I 
eaccept it. But I also want to limit it, and I want there to be alot 
of moment to moment experience, perceptual experience that happens 
which somehow engages in that‘larger discourse or whatever goes on 

CGS Call it referentiality, that this refers to another image that's a 
apart from the actual sensory experience. Ye 


s, for me that's as if 
the gesture were something lixe a painter quoting another painter 
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vi As | watched tt, | felt |! came up with my own sudject matter almost 
out of a conditioned need to nave a subject. To me, the subject 
matter was orocess, and | felt that you selected the chair for the 
benefit of we humans who need content and form. So | was feeling 
the form and | was thinking about Plato's chair, that kind of thing. 
You kind of pick tne ultimate content as a symbot of a whole other 
woeld of chairs that we would associate. with because we have no 
other choice. ‘ie have to type then 

PB One of the potential Luxuries someone has when making ‘images is 
that uou don't have to do everuthing you do tn one tace’or tn one 
piece. If that were the case, then that one orobably wouldn't oe 
Like that. And for my own needs in making video tapes and deatting 
wlth the visual stuff that. happens there, the experience of Lt, | 
find myself going back and forth. At times | need that chair to 
be there, and at others, | can't deal with the image and Lt doesn't 
make sense to me. Then there are other times when I'm equatly as 
nourlshed and excited by the possibility of there not being. any > 
camera image as such from the recognizable world, even though these- 
now become images that are part of the recocnozable world. I've been 
working on a series of feedback taoes that involve the system th 
orocess and the generation of patterns. Unfortunately, | don't 
have the taoe here. There I've removed those elements totally and 
I'm dealing with the fact that the thing is electrical and it goes 
through those kinds of changes. It seems interes 1g to me; it's 
an interesting auestion= what are our needs when viewina something? 

. In what state of mind does one have to be in to see something, which 
has to do with utility, Like what kind of nourishment do u nave to 
get from an image? That answer is made all the time by peocle who 
say there's nothing here and haow:can-Le help people Live their Lives 
any easter? 


PB Even Lines are field 

CS Even meaning a totaily smooth Line? 

PB No, even meaning even numbered: 2;4;6;etc. 

SQ How many Lines did you say there were? I'm just curtous 

pp lt varles. Broadcast is supposedly 525 Lines. Our's is maube 300-- 
«small format systems 7 

SQ Now tin the frame buffer, what do those squares have to do with? What 
do they have to do with odints? : 

GH They're biager soints. Theu're digital ooints. They are Like three 

*8 ‘or=€oue tines, five ar six Lines, you could say 

PB With that Fleld/ frame plece there are cwo cameras: one ts pointed 

on the word *fleld, the other on the word" frame. | nad a sequencer 

which allowed me to switch detween one camera and the next, dack 

and forth. It was set up so that the "field" would go on and off.: 

The relationsnio is frame equals two fields. So*field”s0es on, Let's 

soy they both 30 on, and “field”goes off. “Frame”is still on, and 

then*frame” goes off and*fiele” comes back on. at ts hasoentng is 

that the word eld is on for a field's worth. FRame is on for what 

is one frame, two fields. | thougnt Lt was intriouing. | saw them 

there and | thought-- how odd; how could itt be this way, dsecause 

field napoens over ang over again; frame ts the thing that's. made 

vo of Ewo of tnem; mow could that de reoresented in Language? If 
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PS (cont.)... you just nad field and frame, tnere would Deno visual sense 
of the fact that that particular rate is going on. So one wau to do 
it ts to turn it off for the time that it exists as well as Leave it 
on for the time that it exists 

SQ Right, negative aos well as positive 

PB So‘field”is on for a field and off for a field, on for a field and off 
for a field. “Frame”is on for ‘a frame, which is two fields, and off for 
a frame, which is two fields, and you have that relationship set uo. ‘hen 
it's slow, it's what the relationship is so it can be seen, ‘When it's uo 
fast, that fleld ts flickering at that field rate. The camera was set 
so that the images were of oretty much the same intemsitu and field was 
“much stronger, which was kind of interesting, tne Flicker. At tnat 
point it's hacd-to say where thot flicker came from, Part of it's in 

rie your mind, and a part of it might be in the 7 - 

SQ Not wanting to do this, but the Conrad Flicker film immedictely came 
into my head. The difference, exactlu, between film end video in terms 
of dealing with something Like a frame and what would haopen, and the 
kinds of mantouLactlons possible in film that are very different from 
video in dealing with that quegtiion-of frame and what it adds up to 


in time 

GH Peer, | have a technical question. If you have a seauencer-, | take it 
you used the one on the machine out there which nas four inouts,- and 
you said you had ao fleld and a frame. If you had four inouts, how 
could you have a field, then, tn total frome, and then jumo back to 
field? 


©8° Because Lt goes at fleld rate and it's out Ehrough an S.é.S.. So the 

first image which contains both fleld and frame ...there's a way to do 

, Le and Lb took me awhile to figure out. | believe LE went throuon an 

S.E.G.,which ts a mixer, so that | could have doth of those images on 
the screen at the same time, That's the first inout. Then the second 
input ts just the word frame with field not there. And then the next 
inout is fleld by Ltself without frame in it. And then Lt is black. 
And then Lt begins again 

GH Oh so you did use black, right? 

PB Right, because tf you're going to do every other there with’ the: element 
and tne space of that element, there.woutd have to bera’s0int where 
they would both be black. There's no beainning or end to tne sequence. 
| mean you could pick vo anywhere, even though Lt does have the sense 
of which one starts if | mention where.the two are together, It actyally 
has that feeling to me 

SQ Maybe that's why LE seems so arottrary in terms of the overall Length, 
whether you st&t and. watch Ls for one minute or five minutes. There is 
something arbitrary above that 


P8 Naybe, although Lt was selected. | did a much Longer recording of that 

SQ One more question. The tape that | got most involved with was the neori- 
zoatal one. First of all, was there a title? 

2B It has had different titles. It was called “FieldFrame," actually 


(Laughter) 

SQ’ One question, ‘hat naocens wit y 
intended Lt to be in color and you've a 
back and forth following tne difference be 
black and whlte and the clarity of the color 


and | was 
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(cont.)-...what would hapoen tn those emergences of Light that would 
haopoen on the top. First of all, | Loved tne fact that the screen was 
cut up, was divided horizontally instead of vertically. | don't know 
anuthing about video, out almost every division | always see is vertical 
because Le's sort of natural é 

t's not natural 6 

But just the question of the difference .in .claritu of the emernence of 
the Light and the relationshios. | really was very deeoly into the 
relattonshios between the voper and Lower halves and Kow they moved 

in and out, especlally when the whole stirring of the pot, or tortion 
movement started hapoenir.3 at the bottom and what would emerae. So 

that out of it on the top, almest Like tantric yoga or something. | 
guess, basically, I'd Like to rear you talk abdout whatever interests 
you, specifically, adout that ape,but also the question of the differ- 
ence between viewing the taoe “wth color and without, because it's a 
totallu different experience 

Right, which, in a sense, invites this question also about the muLti- 
monitor disolay. wWhatevern | say, | don't always know that | even trust 
my own Lnterpretation, because there are times when | have concerns 

and I'm trying to be articulote to myself about them. And there are 
‘times when I'm engaged with the machines, engaged with these tools. 
Somehow I've adjusted what those intentions are, and they seem rignt 

or they don't seem right. It's this risky ousiness of having the nerve 
of feeling that one's oun intuitions are correct. And most of the time 
they're not. | put myself in the position where | record tape, and 

then | Look at tt and see wnat happened and Lf anytning did napoen. 

wlth this particular tace |, also, found the images to be very exciting 
and very beautiful, and tound there to be tension or quality .-i sorr 
what the image is, what it is that's going on, what is the relation 
that's estadlisned there. I don't know if you noticed itt or noc, dut 
one image is ahead of the other image. Again, Lt's an interesting 
ehenomena that this image is a time contruct. It exists tn a oarticular 
time zone, set Limit. The images scan from the too to the bottom, and 
the top of the picture exists before the bottom of the picture exists, 
This ts stuff that | know, and | can't, at times, nelo but te affected 
by Le. I know the fact that it was solit horizontally interested me 
both formally-in terms of the way the image felt, there Ls something 
nice about the way these two pieces budding agaiast eachother that way, 
and the fact that one cart: of the picture haocened before the other.. ALL 
of these things are somehow relative to the image. . 
Landscaoce 7 

Horizons. Above the horizon and below the horizon are the color differ- 
ences between what's adove and what's below. In this case it's all 
pretty much the same Landscace. It's not sky horizon en top and ground 
below, The fact that it's colorized comes out of a Long seveloopment 

of trying to deal with synthesis image, color images that are not natural- 


istic colors, that are camera colors. It seemed Like an interesting 
apolication, an interesting oossibility to make the Landsccaoe green as 
well as black aad white. ‘When I’ dig tt, | started out with otack and 
white on stop: and color on the bottom, It seemed recllu norrible and 


| didn't even know if | wanted 
and | tried dtfFerent things, 
AE that ootint Shose are formal 


th t&. So | switched itt around, 
mething codout tne welgnt of Lk. 
tons in son ! and tt's an 


De 
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(cont.)...intuttive choice, finally. 
solit the screen evenly because of the he the green on top re- 
quired more soace than the black and wh on the bottom. In fact, 
redid that whote thing the next dau and Lowered that Line, no more than 
half an inch, but LE made all the difference because of the dynamics of 
the picture and the forces that exist in that frame. Now as far as 


Lso found that | couldn't 


showing Lt on these sets, I'm certain that the black and whlte image of 
Le ts auite different. ‘when | made the image | wasn't specifying the 
very particular arrancements of tie sets. I've often snowed this on 


just one set, and when | snowed E1is at the Arnolfini Art Center tn Nov. 

| showed LE on an Advent orojecto*, which was a very different viewing. 

In fact, Lt was the worst I've ev2r seen of that tace for the simole fact 
that te had Lost all the bright <rystalline quality because Lt was re- 
flected Light. It became very sc ft. And decause the image was very Large, 
te didn't work. That's kind of i teresting also, that there's this Limit 

to work within, But it's also tr .s wonderful possibility in the sense 

of dealing with a small image, because suddenly the frame decomes'.so incredi+ 


.oLy important. The picture Ltself is such a tiny part of the whole: oeri- 


cs 
“ps 


pheral viston 
Because it's inout 
Or even Lf LE were direct Liaht as opposed to raflected, Lt would oe 
possible, Uf things go well Lt will probaoly hacpen within the next 
ten years, there will be these very Larce Liquid crystal screens. They 
will be TV screens; they will Se individual Lights, actually, that will 
Light up and you'LL have-tne screen that's wall size and will not 
» Ceflected Light, but will be direct Licht. In that case, that coo 
would have this Light quality that is coming out at you. Sut aside from 
that, the fact shat this is small makes this particular taoce work decause 
the images are very quick. To have Lt small, it's Like your eye is 
allowing something to blur, and not te oick up individual ooints. when 
te's made very Large and tt's a Larger oart of your vision, for some 
reason there ts a tendencay to pick out spacial relations and there is 
not this almost#holistic view of it. It becomes Much more these 
increments that you deal with. That was my exoertence with the pro- 
jectton at the Arts Center. I. couldn't Look at it; itt went-by too 
quickly. And all the more detail that | saw vecause is was Large was 
going by too quickly. It was very different; Lt would bé interesting 
to show Lt doth ways. | thousht that about ‘ierrill's tape, also, a tace 
called “Dream Landscapes" that | showed. There she works with the Latentior 
of showing her tmages on a small tude very consciously. She's not, and 
alot of us are not just waiting around for the big oicture just to toss 
LE all on the big screen with excuses being made for the small screen. 
Hooefully there wlll be enough of tnese machines around so that when the 
big machines come, maybe we'kl be in Ene antique business; | guess we'LL 
have to hold onko these antiquated machines. It's kind of a dilemna ° 
dealing with that kind of technology. The fact that it's small is not 
just a compromise. It's an attemot to try to use that and work with 
small images . 
Igquess that's what alot of us have to do with words 
I'm Unterested tn how much control you actually can allou 


yourself to 


have while tase is @ made, not now much you can have, out how much 
you can allow yourself to have. You t down the word " Lerary”™ before, 
and you words "intuitive choi at es. That 
suggests to- Lf | can mexke a cartoon out of what I 'm-nearing, .chat as 
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(cont.)...you are making this, you are cotrolling all the parameters 

of repetition, duration, soeed, and so on, entirelu out of the comoosi- 
tlon.tn mind, rather chan ovt of a matrix or orecomoosition. Is that in 
fact so, or are you working with a orecomoosition? 

Tne tapes are not oreconceived in the sense that they'exist on oaper first, 
There may be an aporoach to the thina that I'm trying to deal with that 
may hapoen on oaper in the form of. sketches. E: have alot of:.sketches 
where that stuff exists, And what finally ts interesting on the screen, 
oftentimes, ts veru different. | actually don't trust-my oreconcections 
aLL that much, but they get me to the point where | olay with the possi- 
bilitles to discover what theu cre, -to then take advantage of what hasoens. 
In almost all cases there's a real conscious dialogue with the machines. 
lt's hard to say when that hapa’ ns because after you've used them, then 

you begin to anticipate. The m re you've used them, the more you begin 

to understand how that Limitles. possibility, finally, ts not so Limit- 
Less. There are-these things ti st are very repetitive that you can count 
on, but there is some of an arbitrary quality-= the aspect that the systems 
themselves contrioute quitd a bit to what the image mioht be, and of 
wanting to invite that oossibility because it's part of the concern to 
materlaLlize the image and somehow point to the process of the image 'exist= 
tng. Ik can't be a total ereconceotlon unless it exists as a different 
balance. If tne attempt is to use the image to record a process event 

that ts taking place, a performance that one miank do, then you're not 
Unviting as much of the image making jstem; tt doesn't contribute as 
much, ablthouoh certainly the fact that it's finally shown on TV or ona 
screen ts galing to somenow affect LE, Sut I'm at the soint where | want 

to allow the noise in the system, and the degeneration, and the mis-tria- 
gering, and the failure of it as a texture of the whole thing 


‘And as you sit with te, or stand with it, in a reflective condition... 


| eat Ucecrean with te. Jet's a very imoortant combinatlon 

That you are, in fact, doing LE with Le 

That's absolutely right 

You take the electric chair. You take the Last cycles, or the Last few 
takes of the electric chair that might have deen, say, fourteen cycles, 

or five cycles,-or six, and one, and five, and four, one... those numbers, 
| was assuming, were not preconditioned by some either randomizing 

machine which agve you those numbers, or by some tadle that you were 
warklng on, out were, and quote the = cheapest wou to say,how it"felt” 

te you as you were doing tt, Garufas asking a question Like this earLier-- 
now Lt feels Lixe five seconds, n it feels Like half a second, feels 

Like twelve seconds. Issthat tn fact something Like what tt is, that 
you're sitting there dancing with Lt, dancing it obedient to the moment 

of Les production 

I'm not sure what you're asking 

WelL, | think the process that you use often has a special meaning ? 
component : 

lt ‘has alot of meantnas 

And one of those meanines, for me, at anu r 
into a situation with a set of oarameter 


@, would be not to proceed 
gidly ordered a La sonnet, 
y kino, out rather to resoond 
ut nonetheless an organic 


that's what's hacsening 


cs 


to Line nine as a sum of a very 
calculus cf Lines one through eta 
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Mo, L's not haocentng that wau in tne sense that the system is going 
on, and there is a generation and a sequencing ond an activity thot 
is initloted in some way. |! am setting the oarameters, and some of 
those oarameters have a random-Like qualitu to them 


m. There are three 
things thet cre going on simultaneously: One is * 4 this image of 
these bars that are changing in this sarticular way, which is the fact 
that one oscillator is affecting. anotner, .and you nave oars which are 
changing as oa function of another chance. Then there ts this chance 
that's haocening osetween those tars ond the image ofthe chair. 

But you're free to acceot those ‘chings, yes? . 

You sau one change hasoened as a function of another change, and that 
Leself is incoroorated in the sustem of parameters which you've deter- 
mined 

Right. What that carticular selection of parameters is cailed is- 
patching, catching one macnine into another, one oscillator affecting 
another oscillator. And the other element ts this triggering thing 
that's going on 3 

I'm talking not adout what's actually hapoenina, secause | understand 
the extent to which the hardware oredisposes certain things to haopen, 
but your ability to have the choice to accept what haooens 2 


1 didn't make any chanoes once | turned tt on. | recorded an event tnat 
took place. 1! set up the parameters and then, in fact, | went away from 
tt and then Looked to see what was on the taoe 

That Ls entirely orecomposition from mu soint oF view, antithetical to 


the orocess 
There's a use of the word "process" here in what you're doing that is 
focusing on a totally different ooint of activity tnan the word “process” 
as we poets have been in the nadit of using it, and one which is dia- 
LecticallLy ops0sed. They are exactly the ocoposite, I'm not saying they 
are essentially osposite., That's not ay point, But they ore in oractise, 
What Rooert Ls talking about is exactly the feeling that one decision 
instantly produces a situation which tis neu, and then the next moment is 
in response to that, and the temooral crder itself has the sense of not 
being determined at any given moment. 

Are you saying that's video ar... 

No I'm: saying that's the poetic sense of what process is 

And thus this,is antitheticol. Sut part of the antithesis is cerhacs 
resolvedbtes by your inventing your mind, bu fertilizing your mind 

1 think the relation +-.of= “that -to what we're talking about is that 
this ts just one Line, and that that is hanpening in just that one Line 
That's whu | got interested again on the question of the rererentialicy 
and the content. If tne thing also has not only tts process csoect in 

the sense of how the thing is generated on the machine, there is also, at 
the same time, an image unicnh-nas been selected, nas its own aesthetic 
information, as it were. That is to say the way in which that resembles 
the Warhol thing ts as definadle in informational terms as any other 
aspect of what you're talking adout, & has to do with camera angle, 

with the oorticular relationships of whites and slacks, and so forth 

At tnis point, tnouch, | think the whole idea of narrative that we were 
talking about before, that orocess that you're trying to 
becomes a narrative one in the idea that you can comoare 
that ts a Line. Tneat Ls narrative about srecess. To say that r 
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(cont.)...a Line of coetryu, and what fobers was talking about where 

uou do a Line and immediately one follows from that event and then 

that event... 

But in cotns of fact we know nothine adout the hardware of ooetry 

I'm nat<talking about the hardware 

No but one has to at a certatin.moment. How does,in fact, the mind or 
whatever Lt ts that urites poetry get organized? Now you're tn the 
situation of externalizina the mind altogether, or one set of ooerations 


.of the mind, You are actually building Lt out there as. a machine with 


voltages passing through tt just as voltages pass, in fact, through 
the brain. I'm not saying that tne mind and the drain are the same. 
I-cegtainly don't believe that. Sut it is that one makes 
any of Ehe conventtonal or older arts with, that now must be exter- 
naLlized, or one oart of that must be externalized. Tnot's the only 
olace where | would find the orocess in my sense of Lt being non- 
anttthetical to what Peer was doing. The idea of being adle to walk 
away from LE while it's hasnening is. just odoviouskbu...! mean that's 
what you do when you write a sonnet. Tnat's what you go wnen you 
write any formulaic thing. The eoic poet walks cway from it 

There are two Levels of rectprocaLlity here: One is that : exactly 
the same question about the image and the orocessual, informational 
situation which ts producing the imace anich Lsn't perceotlole out ts 
knowabLle, exists on the relationship of the way any sound becomes a 
meaning, and the relationshio to the nervous system or whatever neuro- 


sprocess Lt is that either generates or anprehenes that sound 


But to me that's referential to other meanings in the Language 

Oh but that's Like any image is onlu referential to any other image 
in the culture or whatever 

That's also true of the randomness. The randomness ts also just 
beyond the polrt of perception, and after all, it really isn't 
random. t's exactly a point; it's exactly a fleld, but you don't 
perceive them 

Walt. Aren't you talking about the difference between procedure 
process and then oroduct? : 

If this didn'& involve machines | would certcinly say this isn't 
erocessual., 8ut it does involve machines 

So Lt must be, processual 

How would Ltt be different Lf Lt were in Lanauage? Certainly you 
don't consider the Letters that are used to make uo words that make 
up the Line oF ooetry as oart of the machinery, as such * 
1e's part of Ehe machinery LF in fact you urite that... 

Why, then, would you suggest that because we're using machinery in 
video that this misht be called orocessual secause it wouldn't be 
such tn poetry . 

Well tt would be Lf in fact you were writing Letter by Letter . 
Sut we do urite Letter dy Letter 
fle don't read Letter by Letter 
Right but you don't view tnis ot 
| don't think you get the force 
poetry Ls Fighting always adout 
anu given age of poetry is 
wiLL argue that that's 
makes Language setter, 
what encs. t. 

of LES own park coos, 


by olece, point by pointe 

tre situation, and that is that 
he formulate. ‘what hasgens in 
are internalizec. Chomsky 
age sossiole, It 
internalt 
the Late 
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(cont.)...you in the choice of what you turn your camera towards as 
far as you use one, that you micht have a hand or a rock or a chair 
rather than a range of their images. The tendency towards choosing 
the abstractlu numan chair rather than the face or somethina Like 
that might nave alot to go with certain cultural internalizations. 
But what coes not have to do with that oresumably ts that very sustem 
of voltages, because who sets uve the machine to begin with... 
NZ What about the... ss i 
PB Let nim finish. | want to see how you define process in poetry 
RK From my point of view, the formulaic in ooetic is always-...0or at 
the Level at which the formulaic is articuiable and definebdle in which 
one can say this is a-sonnet or this is a that or this ts something 
else .or now | am doing this, to that extent it is relatively Lnnocent. 
Where Lt becomes dangerous is the extent to which Lt tis not consciously 
articulable, when Lt is, tn other words, habit. Now you build your 
habits out there. Therefore you can oe in utter conscious control 
of those habits. To me, the interestina thing about orocessual poetry 
is that it represents a dance setween wnat has happened and what is 
hapopentng now 
GH ...system for understanding Language as another vocabulary. Likewise, 
you can break uo that sync. system in television to make the oicture 
“whack ous" and Lose horizontal sync., vertical sync., and so on ond so 
forth, | don't really feel there's that much of a difference as far 
as the machine 
CS The ootnt is, here on this Level, tnat in order to generate an image 
at all, you have oO make a geciston in terms of certain sarameters. 
Now ln a sense that's true of speaking of s0etry, too, dut really tt's 
the other way around. It's the reversal. In order to make soeccn 
whack out, you have to make a decision. In order to make soeech oe 
not speach, to reach the borderline of soegch at all, you nave to 
interfere with it in some wau because naturally we talk. It's the 
natural experlence exceot for our earliest esoertence, so Let's just 
a matter of habit 
GH Sut the natueal exoerience af this is television. And you have to 
make a deciston to manipulate that whole structure, syunc., and image 
attogether. .You have to make a decision to make it whack out or 
change Lt or whatever ; 
CS Whatever oarameters you have to make’ any image whatsoever, you still 
have So Eurn iE on. SO tn: that sense it's external 
GH You still have: to turn tt on with Language. It's just a short event 
un time 
CS No you don't; you find yourself totally... 
KK You do, BYE you don't know you do 
CS Yeah, but that's whu the difrerence isn't an essential one. The point 
is not that there is an essenticl difference, but that the point where 
the process haocens is on a reverse olay because of a de facto dif- 
ference tn the experience; thers you find yourself talking; that you | 
don't find yourself making a taoe. The ooet starts off as a modift- 
cation of a string of speach 
H | think ceosle find chemselv watching TV 
Q ‘well, actually | e Level of 
hapoeens now. The ( t you're a video artist 
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(cont.)...the machine 

Sut that’s where there's no disagreement 

No, | know Ehoat but | think your communicatisn isn't comolete nere 
That's what I'm trying to say. The soint of saying one sense of 
process Ls the antithesis of the other is only to get to a point 
where we can redefine process tna wey which shows that there is 
something which ts the same ~ 

I'm not really here to say that is or is not the same. 

what interests me ts the way both require the viewer to take a oarti- 
cloatory stance. And I'm interested in the way im which alot of these 
tapes both invite the viewer to take that stance, and also cancel him 
out as he tries to take that stances You have to involve yourself 

in it, and also, at the same time, it is’ pulling you away from it. 
You're constantly in and out of the conscious choice to stoy with it. 
You find yourself reaffirming your presence or not reaffirming your 
eresence : 

The more complex the set of hooks the thing can get in to the freader/ 
viewer/hearer, the Less Likely Lt is for him, reader, to set out aLlto- 
gether 
Right, but of course we are talking about this tape, this particular 
choice of Peer!s, as though it were the issue of orocess and video to 
some extent and that's good. Sut to some extent... 
!t's a chance to start defining 

Right. But even in the List of thines you've shown so far, that's 

only one king of choice that you made. In otner words, Rooert was 
equating the choice to hav2 a fixeo sustem in the mechanical acoeratus 
determined dy that and not bu you from that soint on, im the way chat 
one could say that's true about certain of Jackson ‘lacLow's ooems, or 
John Cage's operations, that the parameters are set and that's that 
That's a vital question 

fe's a vital question; it's also a very difficult question to stay with 
im terms of each individual arcist in seduce of that. So Lt's avery 
comoLicated one 

Was thattrue of the hand piece? : 

Yeah, Lt's interesting. I'm “tninkina over the pieces ond how ‘they 

exist and what the image is and how it's constructed is.similar, actuatlu. 
The olecebf that hand also nas the quality of a preconceotion., And in 
fact, that is the case. | knew all along that | wasn't going to out 
other elements into that image, and that "front nand beck hand" stakement 
and relatlonshio to the image was going to exist, ond Lt was something 
that | initiated and did. In that way it is similar to the otner tape 
and may be a way that | find muself working. It nas to do with mu 

own understanding of image making and what that means, oersonally, to 
make an image and change aon image. tihen an image is made, that is not 
the same as an image being seen,tin-the way thot writing is not the 

some as readina. In fact making the imace might be much Less Like 

seeing the imaje than wetting is Like reading 

Or noc Like reading : 


Right. I don't actually write those kinds of metaonors, 1 think that 
for me Lt has to do witha non-Linguistics, in a sense. Tne imase in the 
existence fron fo moment reautres a kind oF intensity and-cosni- 
tive focus tnat Ly Us oifferent from the exserience of tne inoce. 
And that tiau ce Meoreant’ ootnt adout imases and structures that 
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(cont.)...are non=Linguistic, osecause the meaning doesn't haocen in & 
same way; Le doesn't exist in that ootentially tight unit that spoxen 
or wettten Language does 

But you know the woy La .this-town ~ Linguistics is soread out dseuond 
Language to Lesser contaminated ~~: « Any and everuthine 
becomes discourse; everuthina becomes Lingquistically analLysable, music... 
Bue what does L&E mean? It means different Enings in the different mediums. 
You can talk above structures and devices that finally. make up the 

Language of whatever medium you're talking about, and those-structures 
willl exist differently decause of the requirements of the medium, or 
because of our humaa requirements of tne mediums, the use that we out 


‘them to, and the kinds of information that they nave. | tnink thot's 


probably a very important ooint and one that £ always felt Macluhan 
backed away from and could never reallu deal with, im that he said the 
medium ts the message, yet never really tried to define how tnat might 

be true and what Lt actuallu means. Instead, he used the metachors of 
sooken and written Language to exist for images, and he actually found 
some Lmages that he could do that with and used them in o very oartteular 
typographical way, but not very interestingly. And finally, he dodged 
the whole Ussue, 2ut the Language that he used to describe that Lets 
the danger of dealing with metaohor and saying that painting is L n 
and that poetry tis Like painting, and that music is Like-...it's 
something ts Like something else 

But there ts another area, ales, | wish there werem't, wnere © 
sort of continuum of structural identity between the Lexicons 
system and the Lextcons of another. It remains for somebody mucn smarter 
than MacLuhan So talk about it. But wnat interests me is that 


ls noe to say tn anu way that x is Like y, but, well Let me go back to the 


point | was going to make before, It strikes me in these few tapes 

you've shown us row one of them reallu, in one sense, isn't video at 

all. The hand could have been almost as it was in film, pechaos not 

quite, And then the words shifina could have been aporoximated but not 
made identical with film, unttl finally you get the electric chalre which 

ts totally video. So what you've seen is a kind of orogression from 

what | would understand--assuming | --posstbility to a garticularly and 
dinstinctively video one. So | see this as-=-ang historic doesm't gean 
time tight, but’ something else-- an historic kind of tnout from one thing 
to another. Yet oll of these things are inherently neutrally reflected; 

we see them on the screen : 

| actually had that same feeling except=- what about the one with the 
horizontal breakdown? | exoertLence an authentic *buzz" from that wnten 
seems very video to me, different from the electronic auestions of the 

Last tape, but also very much video in a different direction 

But this ts gart of that--he ‘sceaks:of ‘icLuhan and the medlam, in that. 
sense. The mediam is very much Louder in the chair than it ts in the sounds 
| gon't know; | don't think so. ‘Are you suggesting, then, that the toce 

ts more video when the actual. frame is intruded upon in an electric fashion 


| don't think that chakt's ue ° 

3ut that ts intruded on electronically. | was even whisoering in your 
ear; | don't know LF you noticed Lt, Sut this is another srodlem with 
video== wtnen you don't know something aoovt ‘nen the rocks are 
bossed, when that sranslated electronica shere ts a sulsé. And 
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(cont,)...when that sound is recorded chrouoh what is called automatic 
goln control, when the rock hits, the automatic satn control senses that 
and there ts a slisht delay. If you noticedthe sound of the water in 


the backround . went down... 

But that's true in cinema, too. Automatic gain control occurs with... 

let's even electronic 

But I'm talking about how video nas something that's distinct from electror 
Les; there're both electronic : 


{1 don'& think the medtla can oe defined by the conceotual girferences. 
Tnere is an absolute difference which ts the fact that the imace is a 
video image and tnerefore its qualities and its time orocessessare abdso- 


Lutely different from whet they would be in a cinema conditicn 

That's: uninteresting because ts just saus if it is it is, There's 
another way in whicn certain thinos are more themselves than others, or 
Less themselves than others, not as things being made-you see you're (zo Gary) 
talking about things being made-, out how L& seems when we watch Lt 

Okay but wnen vou watch Lt, Lf you were to make that same taoe on Ffiln- 
and this ts why | think Peer even made the tase in the First slace-, 

the quality of the image and the sounc together is different. He xnows 
that quality because he has been throuah the orocess of video, and that's 
why he came vo with the idea to do thot 

Subtly different 

Subtly different, but why noe subtly different? At the same time, 
that's the one video. tace where Lt seemed that the distinction between 
the colored timace and the dlack and white imcece was more important wlth 
the rocks than with any other of the... 

He means the different monitors; there wss a Liveness, a clarity 

In that manner, the middle monitor harcens to ve misadjusted to a certain 
degree so that the white Levels of the image tend to peak more. It's 
actually distorted 

It gives the wnole thing a more pristine quality, a orishter quality 
which nas the sense of Looking Like that irresolution. ether tt ts or 
not is... 

Right, well that just brings up the issue of snowing Lt on three moni- 
tors: one on Ehe speaker; one on the floor; one on the table 

Sut see, that orings ve an interesting coint. | know one of the reasons, 
and you're right, that | wanted to shoot that and that | scent the day 
outside Looking Ehrough the camera as | was, was because ic seemed that 
there must be some woy that the image could exist os a video entity that 
involves the sossiole exsertence and sossisle inforration that accomoantes 
the fact that it's video; thot that could hapsen fromthe image without 
ones synthesizing the image, without ones distorting Lt, without ones 
manipulating Lt in some odbvicus manner. So the camera exists-, and Lt's 
true it has, certainly comoared to the others, a quality that is much Like 
cinema in that it. is a camere and an image that exists and is created 
through an ootical system electronically generated 

That's almost one of the aspects sdout it; it's almost a Literary or 


conceotual olay ojainst the & te ts seeming Like film, I mecn 
the fact that we're Looking ng why am_| watching this thing 

|! wanted to Look ot it. | ecause | wanted to Look at tt. hen 
1 was shooting and trying dit things this one day, | wasn't. sure 
thot this ues going to se -¢! thet | ftnelly would show, (‘| wanted 
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PB (cont,}...to make images to Look at. And part of 
seemed so beautiful to me was that Lt allowed me & 
the image was so simole, in a sense; the event was « 
you could antictoate what was going to naooen and you weren 
be sunorised doy all Ehat much, even though there are some things tn it 
that you can't anticipate, It was a way to meditate and to contemplate 
the existence of this fceame in this Light quality. ‘whether that's whot 
haopens or not when you view tt is something else. 1, finally, am 
Limited by my own understandings and my own exoertence and backround 
with the system, It's a matter of my reading into it; my dealing may 
be different than yours and probadly is 

CS. That's some of the Level that ts traditionally art: the Level in which 
noe Ehat one is able to determine effects cy some oredetermined orocedural 
method, out the degree to which one ts able to odjectify ones intention 
in-that sense. That is, tf you are involved in a orocess of reifytng 
your contemoLatton, LE onlu really relfles somehow in the sense as arc 
to the degree that it's cosstole for anotner oerson to oe broueht into 
a similar alignment torehe object as tne one that you have. And exactly 
being able to do that is the art part of it as opposed to documentation... 


° 
o 


th 
° 


aoo 
co 
me) 

= 2a5 
> 


©8 | don't think LE actually gets to that exact point. In fact, | dod'e 
see that as a goal at all, not at all. !'m sceaking personally now but 
| don't. In fact | nhooe to invite a kind of muLtloLicity of use. Ile 


has many faces 

CS But since the fact of cerceotion of objects already involves a muLlti- 
eliclty of soints of view, y 9po0tnt ts not that we all are orouan 

* the same perception, dut somehow we all nave to be brought to the same 

object. So the Level of art is the Level of realizing the object. ‘lot 
that we are all golng to see Lt in the same way, but Ehos somehow our 
experlences will be related to it. For instance, one could,in Looking 
at any visually stimulating phenomenan, comoletely set off in trae retinal 
activity that is oroduced by tt. There's a total extreme in which one 
would be involved in a total.balluctinatory stimukation; the ooint, in 
which my consclousness ts being affected by the information tha 
coming in ts minimal even thougnhrit's just stimulated by some kind of 
inoue, The other extreme would be the LLLuston that we allt see the 
exact same thing. Sut nonetheless, the command of that field, of the 
difference, ts, somehow where your own activity is, right? You're not 
just trying to produce random effects 


PS Rught. Well, what are you inferring; ‘| mean I'm trying to respond to 
the questton ? 

CS If you Say.e.. a ee ae 

(silence) 


SQ One question. Fne question of the different monitors, tin SUA ENG about 
that tape soecifically, the eighty seventh stone taoe: ina way ecause 
of the range of cossibilities being so subtle; cecause of tne ee tha 
the definlttlon of Line; che definition of those stones on a different 
Lével than the rest of the tape; beccuse_of the sobttety 
itself t.e. setween Film, setwegn anutning; one really 
of catching it from the distance and slimSing of Lt in 
kind of celeviston sense, you know, Lixe-choice-tceLevi 

P38 What ts Ehat choice? 

SQ | meen just the TY as an o 
monitor to this monitor yaad 
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(cont,)...because. Lt was more aredictable; there were no surorises 
on a certain plane 

| think that's one of the thinos Ehat hasoens when vo 
display situation wnere the imase occurs tn various s 
the fact that it is a modular, structure secomes evide 


ave a multi- 
es. Suddenly 
and the fact 


, 
-that. Le has this odject avality becomes more evident. At Least, again 
y , , 


. 


that Us my exoertence of LE, 1 very much Like to shaw tases on muLti- 
monitor setuos. In fact some taoes make very LittLe sense unless 
they're shown that way. There ts something that haopens because uou 
define tt as this moduler event and that it is repetitive. Somethinae 
else haooens; it's a different exserience. Images Look differeat 
singly. And | don't think thot it's just sensory; tt's not just a 
matter of there being more to see and you're trigsered a Little dit more 
on that Level, a Little more titillation and so maybe it's more tinter- 
esting. S8ut.the fact that Lk reoeats gives Lt an ooject quality and 
again eresents the fact that what is there is an illusion, tn a sense; 
it mas this ephemeral aguatity : 

But it gives the effect thot what you're seeing is not an odject; it 
exists, actually, somewhere behind whot you excertence ' 

le's' alot of objects. It's not just floating up there; t's not 

just hanging tn space; it octually exists in the spece and Lt comes 
with this whole thing, this whole rox. It has the quality of being 

on tae front of the box 

You attach the three monitors in particular, this carticular configura 
tlon? Could tt be any number of monltors? 

lt could be more; Lt wouldn't have to be three 

There napoened to be three in the house. Soreu, | can be random, too. 
At this ooint we, or | snoutd say 1 take the Lioeety.to ove olauful with 
what we're doing, and to not predetermine everything. This brings vo 
another way or Looking at orocess and that has to do with Leavina 

some possibilities open, and allowina the uniqueness of a situation 

to infringe on what it Lets that happens. That is sart of the medium, 
That creates a ootential of a kind of variability. It seems quite 
interesting to me, and it is so in that one tape which I've called, 

" BiLeture Lines chances" --the wonderful chair and ‘the 
gscilLlLators. 1t can be shown in installation=- something that runs for 
@ half an hdur-, or something that is ten minutes Lona, that you sit 
down and view Like this. ALL of this sugcests to me thet it isn't just 
in the otece; it isn't juste on the tace; it isn't just in the tude, 

Bue LE has to do with che event, with our exoertencina of LE, and our 
reflection of che thing that's hapoening. So you could think of that 
as a kind of dialogue and as a kind of activicy Ehat | want to invite 
in the viewing of tt. And I'm sure that that is oart of the reason for 
the kinds of images that I've used, and the Limiting of chanceszand- 
possibilities exist in the taoes as they do. There is this oosstbly 
aggressive auvality or sersistence in the image that keeos one from 


falling into it and seoarates one from wnat tne image is. ‘hen | see 
it, | am not tne image. | am’ not sucked into the dream of another time 
or sugsestion of a soace that | sould Lixe to Live my L un or oecsle 
that | would Like to Love or any of that stuff. | am me; tnat is an 
image. | relate to it; | den't relate to it, derstand tt; | don'ts 
understand Us. And Ehat event nasoens yen che Lag Levon, hr tees 
not the setting for ib, Shen Lt's not e olace to snow the image; tne' 
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P2 (cont.)...viewina is not succesful ur interesting. So that recuires o 

kind of understanding of that sotential 
, RK Your sauing there is something different about this thing from other 
v arts that offer objects “2 %byirns 

Ga What Us interesting is that Lt ts also true of this in the oresence of 
the constderattons of the machinery and the existence of oarameters ang 
-vocabuLary and all of that 

RK You're fighting television ~ 


cs No, you're soeaking from a cerspective that you wene saying oefore,. 
That's the ideal, or the abstractable idea 

PB | don't know Lf it's the ideol 4, 

cs Well in the sense that Srackage*, (Stan) is orogram, at Least that's 


what he says all the time. Bracdage is concerned with being anti- 
cinema in the sense of not seducing you into the... 
: ca Sometimes he does, sometimes he doesn't 

Well tn fact he does- beauty and torment and horror and interest 
involved with evoluttlons and orocesses and thinas happening 

GQ {| think Peer is far more austere in a certain way 

“RK Sure out Michael Snow 

GQ But at the same time | think it's clear that Peer is attracted dy 
maybe not the visual object as beautiful object as such, but oy the 
olay of the mind in that presence, or the play of the organism in that 
presence. You sooke of the horizontal Lines as images that attracted 
you first of alt 

RK Sut they seem mucn more minimal in their intentions 

icte} Qn that Level, yean 


id=} | don't know Lf the Untentions are more minimal; your experience of 
te might be so. Fewer intentions, is thet what you mean oy alntimal? 

RK Not minimal intentions= minimalist 

PB Oh | see 

RK More even than ‘iichael Snow's would be 

6Q | felt, maybe Less this time because=l.-nad atready: felt-it-after the 
time at the Art Center, | felt, in the oresence of Lt=- I'd never seen 


this particular kino of video that was working in. terms of what one 
would call minimalist but what is, in fact, a Ehreshold areca-, | 

felt repeatedly in the oresence of a threshold of the intelligible 

Lt had nothing whatsoever to do mith understanding, but had to do 

with the Limits of ones ability to organize the exoerience at all, or 
to make the exoerlence intelligible at all. - And in reading dack from 
that tape to those oast tapes | felt that in a sense that wos olwaus 7: 
there in the tases that Peer was showine=- that ne was choosina to 
operate right-in the particular area where one steo further and the 
thing would dlsancear altacether. Tnere's a terrific excitement ond 
.9 great dancer; the excitement may be coming from the danger that's 
awakened by being that familiar with tne medium, and that maybe Lé's 
almost imposstole to be on that Level of cwareness of those ocosslbi- 
LuLelLes and dangers if one isn't working with the medium unless LE 
eomes out, But | felt tmmedictely in the oresence of thaetcuestion 
of a Ehresnold whether or not there was anything at all going on. 

| Ehink tn every one of the taoes | Felt . sressured to wonder or to 
Find out wnether this was an intelliatole work of art 


. 
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thls coem where 


fe) 
a 


okay this ts Like Cocteau or Jac 


the ooet ts Listenine for shat the Lo i junc He's tuntna in 
these crazy statlons that are sivis ni the dead=- that's 
the metaphor. In any-case, ne's ino mething that everu- 
body ‘else isn't Listening to in the clace where everybody else is 
Listening on the radio, and hearing the thing talk. There's a message 
that's coming across. Now it's -not a messace that's in eode-*; t's 
it's not a message that's coming in by some mysterious way. ‘what's 


hapoening ts that he nas changed the frequency in his own ability to 
attend, and he's beginning to discriminate another oattern 

P8 That's really beautiful, Sometimes that freaks me out oecause |! 
actually think maybe there really is thts whole other metaohor that's 
being develooed, (Laughs) that's beina visualized, | know | find an 
attraction to it at points, and that has to do with time window and 
that idea thet you just communicated= speeding uo of inout. Then your 
experlence ts a function of your sustem functioning, and what state 
that ts tn will affect what it tis that's seen theredu saying Ghat tne 
observation cf somethins changes or makes Ub be something. Tne observa- 
tlon itself orinas wlth Lt the information. Something comes througn 
and ts.. colored or affected by the observation 

CS But Lt definitely comes from the other side; it doesm't come from within 
the observation 

PB Although it's the kind of Entng= whac 
Enqulrer, tn the context of that, th 
vany different, that wouldn't make the thins =) 
Nattonal Enquirer? In that case the context ts 5s 

G tt would be hard to do something witn the Nationa 

Pe Not that you would want to, even, out context- | 

* . from structure to context 

CS. Well a jumo of Le that would make sense would oe tn you saw the 
as a possible olace for Lt to get to some kind of a world, in & 
even the Natlonal Enquirer, Thatts what | understood 

P8 Yean, I'm not sure where I'm at on that oroslem, But the idea of 
window its metaphor for point of view. And time window just adds a 
whole other dtmension to window. So that kind of eshasing-in and out of 
this constant process that is goine on has that qualitu. Somehow Lt's 
almost Like when you can materialize it=- what the structure ts that makes 
Le happen-, then that structure has all those ootentlal metaphors that 
come, It's kind of a wild thing=- image that needs to be decionered oc 
translated to these ideas that mau be orettu sinole ideas; they don't 
have to be all that comolsx. But the imaces are a sugsestion of a kind 
of construct and relationshto of thinas Like window and time eneray 
field. Sometimes | think Lt's a whole other suoject matter, a whole 
other narrative 

CS There's another narrative sossiole that you're not doing what you sas 


could 


Encuirer (Louans) 
m Kind of jumping 


co 
hat 


gee... 
PB |. may actualiy be doing it 
CS Usually so. | mean you end uo,doing shat you know (Lauahs) 
(show another tace...) 
pa with Savid's you can turn on the color and tnat's what 
on; you're not surning on anything ets Wish this 


2 
wnat us the channel of color and turn on the video s 
time. So chere are several Shings nacseni all at 
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PB (cont,)...0ecomes more intense our tt 
turning on one color and you set thre 
SQ Do vou have control over the Enree colo 
color it immediately gives you the rang 
P8 That's correct 


aturates more. You're just 
colors 

rs,or du choosing that one 
e 


s 


SQ Because there is such a field of comolexity of winether Lt be susten 
and information or whoetever 
LH: Or as a facility, you know, and in Enat sense resodnsive, just in its... 
GQ He has got another idea, It reallu nas to do with the subtlety of 
the involvement with the machine and the terms on which you choose 
to dialogue with tt. He actually does get something that's more than 
feedback. He gets a kind of eneray Lnterchanse with LE that's very 


dynamic 3 
PB How ts LE an interchange, in that Lt presents the oossidilities 
GQ It's more than that. It sustains the possibilities. There is some- 


thing about the relationshio between time and voltage, as he. says, 

that creates a space thet’ssomenow outside of time in which the eneray 

of your presence actually does become cart of the machine 
PB How ts that? 


GE | don'& know how Lt is 

PB Do you think so, or ts that a... 

68° I'm not speakina metaphorically : 

PB That's exactly what it sounds Like, but Ehat may be ... 

GB. WelLL you know the Cocteau thing, risht? “Les enfants chantent avec 
ses doigts. Reoetez, deux, trois. L'otseau chant avec ses goigts"=-- 
the bird sings with Lets fingers. “Le mirotre serait oien de se 


réfléchir en olus"-- the mirror would do well to reflect further. 
These ar messages that are given from the world beyond to the ragto 
of the chauffeur, It's the whole Cocteau/Orpheus story with the 
suggestion of a kind of daemontc pessesion of the situation= that the 
cadto ts oringing tn these mystertlous quantities that stand beyond 
the identlty of the artist or the nature of the sustem being used, 
le's kind of a mythical symbol of a Larger identity that one hooks 
into, a Larger dimension of. mind where the instruments, in a sense, 
play themselves 

PB But LE's not in the instruments, it's some other... 

GQ Well, Lt deoends on how you think of it. You may choose to think of 
Le simply as wnat happens when an artist engages himself with a 
machine 

$Q Do you know= somehow L&E just flew into my mind agatn, but it's 
favorite topic so LE's not unreasonable=- maya dance films? 

RB Yes 

SQ Do you Like the films? . 

PS Yeoh, veru much 

Q ,t think her films have that quality 

GB Yeah they do, out she is different 

SQ Some of them. In fact you don't even know the one that I'm thinking 

of, and that's the one that has most of that quality 

‘hich film ts that? 

| forgot what the name of LE is-- "Meshes of a.Sunday Afternoon" 

| nave seen that 

You naventt 


WwW Wo 
foyeonere) 


\oor $ 
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6Q | saw Lt tn Binghamton 
sa You did after all that? Yeu didn't cell me 
GE She dies tn the end 
59 How'd you zeb to see Lt in m 
gac | went to a very Late night showing after everuthing else wes over. 
|- took Peer home, | came back to the camsus because | Knew about this 
showing of the films- 8rackate and many uy different film-makers... 
$Q That's great that you got to s "ge that an.interesting film? 
G@ Oh yech. | wanted to see ttc 
SQ | think there ts something of kind of usace in a way 
haopening in that film 
GQ | think that's why she got so tived with voodoo in Halti. Sne went 
down to Haiti to make a film. She got a arant, a Guggenheim, and she 
went down there and shot alot »1f footage, dut she never edited the film, 
What she did was she got invo! ‘ed with the actual practitioners of 
voodoo, Lived with them, got ts know them, and ended up ueleing a rather 
extraordinary book callee Horsemen of the ilight or something 
‘PB What happened to the film? 
GQ | don't really know how to answer that. P. Adams would know ’ 
Vewitted she Fict ararter of His ae de manvieene of [be ricnness 
mabe yn Gary, feel Aftecevtly (?) 
PS One thine about using the machines is that there comes a ootnt when 


you really take them for granted and chey aren't tn your way of doing ik. 
Just being involved in talkina adouvt the sustems, now, after ceing 

around them alot and working with them, you just get used to them. And 
the people who are not involved with them have them to deal with as 

much as everuthing else. That becomes cart of the mustery of the control, 
and the mystery of control that exists in the whole sustem, [e's 

almost subject matter or a certain something to deal with. Ve are not 
machines and yet are Like machines- the srain and mind being different, 

| have this system that I've seen working with that is a Erigcering 
device. It's’o system with Lioht sensors, variable resisters ‘as they 

are called, And depending on now much Light hits them,. the circuit 
that they are ‘attached to gives out more or Less electricity, more 
or Less voltage. And that's. the same as turning a knob. What it 
means ts that Liaht channtina can de coded, tna sense, £9 ectually 
change the color. So intensity changes color, or intensity changeschances 
keying, or Untensity change changes mix cetween cameras. Oh | nave one 
taoe | have to show wou. This tace is a recordine of a serlous dilemna 
that has to do with the whole thing of control and cybernetics, It is 

as | recorded tt and it's unedited (while showing the tace...) Whar 

| 've done with this so far= there's something chat | don't Like abdout 

bhis at all and | can't quite figure out what that quality is. One 


wou that | found interesting to, use this image was that | nad an 
LrstaLlation secvo and | was ustina shese sensors to activate sn audio- 
synthestzer and a video=sunthesizer, Tne audlo-sunthesizer was this 


machine that 
so you heerd 
? 


was chansing 


rding to the Light chanses, and 
¢lfferent overtones. ideo-sunthesizer was the 

ri} ano LE was a smoLL (72 , bwo small FlelLds= & 

oositive and the negative. The too one was aiving deck ond fors 
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GEORGE QUASHA 


PS (cont.)..,s0ttomewas staying stitLl. There's this kind of Feference. 
And then the same sides, the smell sises start hat 
it becomes this Long thing. The speed of the 
by the second sensor, and doth sensors were on too of the screen. The 
TV was flat on Lts back pointing us, and the sensors came down from 
the ceiling. It had this whole environmental sculoture quality to Lt. 
In that case Lt made sense to me someho: !t was Like you could some- 


ue 

how step ovt of Lt in that situation. Somehow | can't do L&E with this; 
Let's kind of an Ldtosyncratic thought 

SQ You could see what you were doing? 

PB Yeah 

GA Where was the monitor? 

PS Next to me 

GQ The compostttan involves a kind of comples kind of feedback to start 
wlth= the very structure of Lt. | did some camera work- video sunthe- 
sized Live taping of events at the Art Center, It was incredidle., we 
had the Advent in the corner so that we could see wheat we were taping 
while the event was going on; the audience could see the taoing of the 
event also. with the camera ! found that | could comcose, | could 
totally alter the imace. If he (Garg) was going certain maniouLlations, 
then | could alter those manipulations and he had to continue his 
mantpuLlations according to what | was doing, as | did accordine to what 


he was dotng. So we actually became Like two musical instruments. It 
was the closest thing to collaborstive comoosition on that Level that 
| ever expervlenced. le was really Lncreditle for about half an hour. 


That kind of collasborative work interests me a great deal 
28 The whole question of control in this system and the timoortance of it 
* tn this oarticular setup and video sunthesis and orocess in 3eneral-- 
Le's a thing that's haooentne with electronic music, some of tt anyway, 
and the whole tendency towards defining particular kinds of control 
some of which are very elaborate and complex; it's a descristion of 
the process accompanuing each piece, and it's kind of a mentol model 
that accompantes the axperience of the work and is very elaborate. Um... 
(watches the tape) 


aces 

PS WeLL George, you did ask me to snow my tapes first, so | showed them 
and I'm exhausted 

GQ Now Chuck can get a sense of what somebody else does by comparison 

PB Let's show this Raloh Hocking taoe 


Vote nde x 
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